When did creative writing courses really appear in the UK? The usual story is that the first creative writing programme was launched in 1970 at the University of East Anglia, under the leadership of Malcolm Bradbury. Ian McEwan is often presented as the first student in creative writing, a role he has always rejected -insisting that he studied for an MA in literature with the option to submit creative work for the final dissertation. As Kathryn Holeywell has shown, creative writing was already offered for assessment at UEA in the 1960s. This article tells a more complete history of creative writing in Britain, a history that takes into account the experimentations of the 1960s and the rise of literary prizes in the 1980s -without ignoring Bradbury's important role.
Surprisingly, the origins of creative writing in the UK have attracted very little scholarly scrutiny. Michelene Wandor presents her book The Author is Not Dead, Merely Somewhere Else (2008) as "the first history of CW in formal, higher education in the UK" (4) , but it lacks evidence from the archive. And whereas Holeywell's short article focuses on the period from 1963 to 1966, my essay has a broader timeframe, from the early 1960s to Bradbury's death in 2000. I discovered unknown documents in the Malcolm Bradbury papers at Indiana University, various archives at UEA and the Booker Prize archive at Oxford Brookes University. I also interviewed, in person and on the phone, many people associated with the first creative writing programmes (including Ian McEwan, Victor Sage, and Jon Cook) . When an interview was not possible, I sent out questionnaires and got responses from David Lodge and David Craig. These various research methods shed light on the complex history of creative writing in Britain, a history tied to the changing nature of the university system and to the emergence of opportunities for certain groups of enterprising academics and writers.
Malcolm Bradbury and UEA's Mid-Atlantic Men
Instead of presenting Malcolm Bradbury as an exceptional leader who founded the first creative writing programme in Britain and launched Ian McEwan's career, it is important to look at the broader picture. My point is that the characteristics that made Bradbury interested in creative writing as a discipline (including his extensive experience of the American higher education system) were shared by many of his colleagues in Norwich. I want to look at Bradbury's career within the larger context of the development of UEA, an experimental university that attracted nontraditional professors with new ideas and international experience.
Remembering his youth in the 1950s and early 1960s, Bradbury described himself as "a regular transatlantic traveller . . . a typical example of a constant figure of the time, Midatlantic
Man" (Stepping Westward iii). As a nineteen-year-old student at University College Leicester, he had won a scholarship to go to Canada to research commercial radio. Two years later, in 1953, CBC (Canadian Broadcasting Corporation) broadcast his play "A Plane Out of Iceland" ("Author's Success"). Bradbury finished his BA that year and went on to do an MA, then a two-year research degree, at Queen Mary College in London. While continuing to work on his fiction, he was writing a thesis on English little magazines of the early twentieth century. "I took up this particular topic because the whole question of whether literary magazines had any serious part to play in contemporary cultural life was at the time widely under discussion," Bradbury later said, thus stressing his long-lasting interest in literary institutions and in the material conditions that allow artistic creation ("Critical years" 31) . His research on modernist magazines gave him a chance to meet T. S. Eliot, who wrote him letters of introductions to Ezra Pound and important New Critics:
Allen Tate, John Crowe Ransom and Cleanth Brooks. Towards the end of his degree, Bradbury started applying for scholarships to go to the United States to expand the scope of his project towards American little magazines. In his proposal, he mentioned his interest in New Criticism and his intention to "gain access to books, and to people" useful to his project. 8 One of his former professors at Leicester, Colin J. Hornex, wrote an enthusiastic reference letter: "There is some reason to hope that Bradbury will be a writer more heard of in the future and I recommend a stay in America while he is still in his formative years."
Bradbury's first year in the United States, in 1955 States, in -1956 , was indeed a turning point. He was offered a teaching assistantship at Indiana University and wrote a series of articles on AngloAmerican relationships for the Guardian Journal. He described crossing the Atlantic on a luxury boat ("an opulent floating luxury hotel, with its shops, cinemas, sports and unlimited relaxation") and meeting like-minded people, "English, American and French, participating in such exchange schemes and travelling on grants awarded by the Fulbright Act." "For all these people," wrote the young Bradbury, "the change is both exciting and momentous; they are learning in this way the new internationalism that is necessary in these times when communications between nations are essential" ("Cultural Ties in the Making"). Many things fascinated Bradbury in America -from dry-cleaners to young women. One of the most important things he learnt was that universities could be havens for writers. Taking the example of the New Critics, who "were influential teacherwriters," Bradbury later said: "the idea that writers could work together, share techniques, learn from each other's styles, treat each other as serious practitioners, was an improvement over the British custom of isolated amateurism. I came back over the Atlantic a sceptical convert, thinking we might do better at home" ("Class Act" 36, 38) . American universities offered opportunities for writers to share ideas, but also to make a living. In 1968, shortly after coming to Norwich, Bradbury wrote:
When I got to America . . . , I found at once that it was easier to be the kind of writer I wanted to be. . . .
The States wasn't only the source of some of the liveliest and most relevant arts and ideas, but also of some of the most generous financial support for them: the great grant-giving nation, the country where the writer had a place on campus, a good range of fee-paying media, and good supplementary royalties. In particular, it was easy for the writer-teacher like myself to get to the States, by teaching or on fellowships, and once there to receive every encouragement for being a writer. The explicit regard for creativity there was of the greatest importance to me, since it was virtually not to be had in England at all. But even more the States suggested to me that there was a working relationship to be made between the two things that interested me most -writing and university teaching -and that the university campus could indeed be bohemia, a place of intellectual and artistic ferment in which it was also possible to preserve a high degree of independence, economic and intellectual. ("One Man's America" 63)
Being a writer was a "lonely amateur occupation" in Britain, but it was a professional, financially Nicholas Brooke anyway came here, and they said to us, would you like to come here to do postgraduate work and he said: 'Oh no, don't come this year because we haven't got any books.' So this place was in that situation,
where it was going to have to build a university library so it was not quite ready, it had no infrastructure …
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The lack of infrastructure was still an issue in 1965, when Brooke offered an appointment to Malcolm Bradbury, then a lecturer at the University of Birmingham. Making decisions was never an easy thing for Bradbury, and in the archive at Indiana University I discovered two letters, both dated 18 February 1965 -one in which he accepts the position despite "family problems" and another one in which he rejects it:
After a long struggle about the decision, I've had to decide that I can't really come to East Anglia just at the moment. As you know, it was, for several reasons, hard for me to weigh the matter, but yesterday we heard that my wife has to have two operations, involving a long spell in hospital, and it was for these family reasons that we decided that this was not a good time for us to move. It sounds inept to say so, but if in a year or so the developments in American literature continue, I should be most interested to be considered then.
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In addition to his wife's health problems, Bradbury had to ponder over his friends' insistence that he stay at "Brum" (the University of Birmingham). David Lodge, who was then holding a fellowship in the United States, wrote to him a long letter listing all the reasons why he should reject UEA's offer:
(1) Norwich, though not as daft as Colchester, is pretty experimental and far-out, and educationally, you're a conservative. (2) in a new university the only compensation for the lack of resources, library etc is the satisfaction of shaping syllabuses, building up the strength of the department etc -is this really you? (3) I've never been to Norwich but I bet it's dead from the neck up -and down for that matter -and that most of the interesting people in the University will spend all their time in London. (4) Department, when all's said and done, is a happy one as they go. 12 Lodge was right to point out that UEA, a new "plate glass" university, was very different from "redbricks" such as the University of Birmingham. But he misjudged Bradbury's ability to adapt and thrive in an "experimental" university. And, as the rest of his letter shows, he also mistakenly thought that the Norwich job would be detrimental to Bradbury's writing:
I think it comes down to a question, which has been occupying me of late, too, and that is: is your ambition directed ultimately at success in academe or in creative writing? Of course one can combine them -as we dobut sooner or later, I feel, one has to decide which is to get the lion's share of one's time and energy. If it's academe in your case, if you would like to get a Chair as soon as you possibly can, I guess the Norwich job might help; but if, as I believe, it's writing that's your real interest, then I believe your present position at Brum is much better.
As the correspondence between Lodge and Bradbury makes clear, UEA was primarily interested in developing its offering in American studies. But creative writing had of course originated in the United States, and was already taught at UEA. Once established in Norwich, Bradbury benefited from a flexible system that allowed him to experiment with new courses, and to combine his work as a writer and as a critic. "I thought we would stay for two or three years while the university was starting but we rooted," Bradbury later said (Collins 8) .
One reason why Bradbury fitted so well at UEA was his enthusiasm for the American university system, a system that encouraged interdisciplinarity and flexibility. At Iowa, Paul Engle stressed this ambition to cover all areas of human activity: "If it is proper to teach children chickensexing, which calls for extreme acuteness of eye, and weaving, which can be a matter of the most gracious taste in design, then why is it not appropriate to teach originality in writing?" ("The Writer and the Place" 2). The American modular course system of teaching and examining meant that a creative writing course could be added without designing an entire programme. This was really a central difference with the British system, based on extreme specialization and final-year assessment. As David Lodge puts it, "most universities examined undergraduates at the end of a three-year course exclusively by a set of three-hour written examinations, a method which obviously could not be applied to creative writing." 13 From the start, UEA adopted a model close to the American system, with degree options, on-going assessments, seminar-based teaching and, from 1971, American-style writers-in-residence (with the Henfield Writing Fellows). Bradbury and
Wilson also suggested the possibility of introducing a creative writing option for postgraduate students, which famously attracted Ian McEwan to Norwich.
Ian McEwan and the Rise of the "UEA Clique"
In October 2014, I attended the talk that McEwan gave at the UEA Autumn Literary
Festival and the following Questions & Answers with a group of American exchange students as well as local "MA Prose students, prose faculty and Fellows only." Predictably, someone asked a question about McEwan's experience as a student at UEA. "They claim me as the first student of creative writing," McEwan said, but "there was no course" -"We never went in his [Bradbury's] McEwan gives the impression that some impersonal force ("they," "the UEA PR machine") created the myth of creative writing in Britain, casting him in the role of the first student. And he hardly exaggerates when he says that he has repeatedly tried to convince the world that he did not study creative writing. McEwan told the interviewer: "no one wants to see himself as the product of a course; it strikes at the mythology of individualism." But he also recognized that his year at UEA had been sold around 10,000 copies in hardback. When it was adapted for the BBC four years later, "10,000 turned in one night into 10 million" -Bradbury told one interviewer with characteristic exaggeration (Gensane 44) . A search on Google Books Ngram, which shows the occurrence of selected phrases in a huge corpus of books, confirms Bradbury's rising reputation, which continued until the late 1980s ( Figure 1 ). relation to the production of culture [19] ). And McEwan was helped by this web of distinguished writers (Bradbury, Wilson, Burns, Thwaite) , fellow students (Cook) and young lecturers (Sage) because he belonged to a specific institution: the University of East Anglia. He was not an isolated would-be writer; he was already there, at the centre of an institution that would continue to rise within the larger literary field. Although McEwan never made a secret of the help he received, he has also tried to preserve his autonomy as a writer -resisting any attempt to present him as part of the "UEA clique" or as Bradbury's protégé.
The Booker Prize and the Rise of UEA's Creative Writing Programme
In 1981, Ian McEwan's The Comfort of Strangers was shortlisted for the Booker Prizechaired that year by Malcolm Bradbury. It was the beginning of a decade of expansion for UEA's creative writing programme, after years of stagnation. Kazuo Ishiguro, who graduated in 1980, noted that the MA "hadn't run the previous year because not enough people had applied" (Hunnewell) . In fact, there were five graduates in 1979, but none in 1978 (or 1972, 1976 or 1982) . 28 UEA presumably spent few resources to promote the programme (Ishiguro remembers coming across "almost by accident . . . a little advertisement" for the course [Hunnewell] ). It took a very long time for the MA to get established, as Bradbury recognized in a report that I discovered in the UEA archives: "We were not sure it would work in Britain; we were fearful of ending up with weaker students than those elsewhere. For quite a time we were assessing its worth from year to Value in the literary world is directly related to belief. When a writer becomes known, when his name has acquired value in the literary market -which is to say, once it is believed that what he has written has literary value, once he has gained acceptance as a writer -then credit is given to him. Credit . . . is the power and authority granted to a writer by virtue of the belief that he has earned his "name." (16) (17) Bradbury repeatedly used his name and authority to push writers associated with UEA. In the proved to be an incredible group of writers who came to that course -brilliant to start with -and had a chance to write through a year." 33 During the interview, when Ishiguro said he did not read enough to be influenced by other writers, Bradbury adopted a professorial tone to stress that the young man had been encouraged to read widely while at UEA. In short, Bradbury kept reminding audiences that Ishiguro was his former student, a brilliant product of a brilliant course (the raise the profile of UEA's creative writing programme (which was mentioned repeatedly in the press pack), leading to increased enrolments in the following years.
The growing visibility of the programme is also intertwined with the rise of the Booker
Prize. Both institutions originated in the 1960s and shared the same ambition to promote literary fiction to a large audience. Bradbury compared the "slow process" that led to the establishment of the Booker as a major prize to the similar difficulties encountered by the UEA programme in the 1970s:
We were lucky to have Ian McEwan right at the beginning, but during the Seventies it poddled along and it was only at the end of that decade that things looked up and there was an obvious new mood. The same was true for the Booker. Initially, I think it was the stature of judges like Saul Bellow and Stephen Spender which attracted interest rather than the prize winners.
It really took about 10 years for the Booker to take off. By then, you could almost feel the stakes rising and you could also feel a new generation of writers surging into the limelight. award to The Remains of the Day added an additional 50,000 copies in hardback and an estimated 150,000 copies in paperback. 36 "In reviews and anthologies," wrote the Sunday Times, "Bradbury has promoted several of his most promising pupils and friends, helping to turn them into literary stars" (Palmer) . A graph (Figure 3 ) presented Bradbury as a Godfather at the centre of "the University of East Anglia mafia," a term which suggested illicit deals and oppositions to other gangs (including "the Granta set" and "the Telegraph clique"). Economists talk of "path dependency" when, once a choice has been made and a way has been chosen, it is thought more efficient to continue along the already set path rather than reassess the various options. As Benson's discourse shows, one path would have been to celebrate the fact that creative writing was taught at UEA in the 1960s. 
